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Sing Heavenly Muse 
Sing Heavenly Muse! is a journal 
of women's poetry, prose and art work 
published twice a year: Sue Ann 
Martinson, Editor; Brigitte Frase 
and Roseann Lloyd, Associate Editors; 
Sigrid Bergie, Art Editor. The 
magazine is feminist in a broad, 
generous sense. Among the contri-
butors are writers such as Meridel 
Lesueur, Kate Green, Patricia Hampl, 
Barbara Holland and Lyn Lifshin; 
artists include Ellen Kennedy, Marcia 
Milner, Cindy Cribbs, Marjoris Sucoff 
and Ann Hofkin. Sing Heavenly Muse! 
no. 4, fall-winter, 1979, features 
ten drawings of female nudes by 
artist Judy Roode and an interview 
about her work. 
Subscription rates are $6.00/one 
year, $11.00/two years, individuals; 
$8.00/one year, $15.00/two years, 
institutions. The magazine is 
published twice a year. The single 
copy is $3.00. Mail submissions of 
art work, inquiries and subscriptions 
to Sing Heavenly Muse!; P.O. Box 
14027, Dinkytown Station, Minneapolis, 
MN 55414. Unsolicited submissions 
should be accompanied by a self-
addressed, stamped envelope. 
Newsletter Policy and Staff 
The WARM newsletter is. a forum for the 
exchange of information and opinions 
of W.A.R.M. members. Articles repre-
sent the authors' own opinions, not 
necessarily those of the Registry. 
The Newsletter Committee of WARM 
publishes the Newsletter. Members 
include: Jane Bassuk, Elizabeth 
Erickson, Vesna Kittelson, Susan 
McDonald, Susan Pleissner and 
Alice Towle. 
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UPDATE ON 1% FOR THE ARTS 
For the past two years Artists Equity 
of Minnesota and other art organizations 
have been trying to get a 11 1% for the 
Arts" bill introduced here on the state 
level. In Minnesota, 11 1% for Art" 
means that 1% of all State building 
costs (either through new construction 
or "remodeling") is to be used for 
the c011111ission or purchase of artwork. 
This idea is not really new. 
For instance, Washington State's official 
support for public artwork goes back 
to 1959, and many other cities and 
states already have bills in operation 
and many more are in the process of 
acquiring such legislation. 
Representative Phyllis Kahn has worked 
extensively with the bill in the House. 
We are making progress, but the "new" 
wave of conservativism is going to 
make it tough. 
On the evening of November 29th, A.E.A. 
of Minnesota held an informative meeting 
at the W.A.R.M. Gallery addressing 
the subject of "The Artist & the Leg-
islature". It featured a film and 
a discussion with the following 
people: 
Sen. Emily Staples: MN State Senator 
Beth Davies: MN Citizens for the Arts 
Peter Sulerud: MN State Arts Board 
AEA-MN Chapter Representatives: 
Peter Edmunds & Sara Church 
A.E.A. members still encourage W.A.R.M. 
members to join in efforts to see that 
this bill gets passed. 
Our goal is to form a network of MN 
artists and supporting artists organ-
izations to assist in lobbying. A 
few DIFFERENT faces at each legis-
lative session make all the differ-
ence. 
This bill concerns us all. Please 
contact: Sara Church, by phone 
(822-9880) or by writing to 4309 
FirstAve.so.; Mpls. 55409. 
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A TRIP TO ASIA 
by Julia Barkley 
It was late August when Sister Judith 
Stoughton, art historian from the 
college of St. Catherine, and I set 
forth on an artist's tour of Asia: 
she to increase her knowledge of Asian 
art for teaching purposes and I t0 
research my own spiritual art origins, 
which I had long suspected sprang 
from Oriental beginnings. Our six 
week journey took us into Mainland 
China, Hong Kong, People's Republic 
of China and Japan. In all countries 
we were extended gracious hospitality 
in many artists' homes and studios 
and attended exhibitions and galleries. 
Since true art is always a product 
of the mixture of the personality 
and viewpoint of one particular individual 
and the political and geographical 
situation of their environment, it 
is not possible, in my mind, to share 
with you any of the varied art work 
we encountered without also sharing 
the artists' lives and the forces 
at work on them, which resulted in 
their own expressions. We tried not 
only to experience as much art as 
possible but to understand where the 
creators were coming from. 
Deep in the belly of our big metal 
bird, a Trans International Airline 
B-10 {Travel In Agony, row 27 and 
eight seats across), we experienced 
seventeen flying hours of darkness; 
flying into night and always away 
from the rising sun. I began to get 
the feeling of floating free in space, 
disconnected from time and all that 
was familiar in Minnesota. This dark 
and endless womb-like space finally 
birthed us into the new and strange 
world of the Orient. 
Seatmate, C.C. Lee, a Professqr of 
Communications from Hong Kong, educated 
at the University of Michigan and 
back in the United States concerning 
the pub li cation of a book, gave us 
an accurate insight into 
much of the art we were about to 
encounter: 
"Descent of the Spirit" 
by Shigeo Ishii 
"In the Orient, the student reveres 
the teacher for life. The teacher 
becomes a life-long father. This 
reverence often hinders the student 
· from surpassing the great art of 
the past since he tends to work in 
the honored ways of the past rather 
than experiment creatively in an 
individual manner uniquely expressive 
of that artist ••• " 
No student of Oriental art can begin 
to understand either the ancient 
traditiorial Chinese painting nor their 
contemporary derivatives without viewing 
the credible landscape formations 
for Guilin, situated in the northeastern 
part of the Guangsi Ahuang Autonomous 
region of Mainland China. Stepping 
out of the plane into a thic~, sticky 
heat and terrified at the sight of 
rows of green clad Chinese soldiers, 
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until a quiet tap on the arm by Sister 
Judith directed my attention to the 
range of weirdly shaped hills and 
caverns surrounding the air strip. 
Geographically, the area is a Karst 
type. Millions of years ago, it was a 
seabed with thick layers of embedded 
limestone which, through many changes 
in the earths surface, became carved 
into the strange hills and formations 
for which all ancient landscape paintings 
derive. Guilin was the Taos of the 
past with many flourishing art groups. 
Upon looking at the old Chinese landscape, 
scrolls, my uneducated eye had assumed 
that the paintings were stylized, 
abstracted interpretations. They 
are, instead, very literal paintings 
of one of the most scenic areas of 
the world. Guilin lies along the 
heart of the Lijiang River that has 
forty miles of winding waters from 
which hills, rock, blue mountains,' 
all of different shapes and heights 
emerge from the water and the mists. 
Their names are as poetic as their 
shapes: Elephant Trunk Hill, Piles 
of Silk Mountain, Flying Phoenix Hill, 
Old Man Hill, Red Flute Cavern. Temples, 
pavillions and bridges emerge out 
of the misty mountainsides to add 
to the wonderment of the scenery. 
Contemporary artists still work on 
the mountains and offer their ink 
and rice paper paintings to the tourists. 
Sister Judith and I each purchased 
paintings from artists at the Catching 
Cloud Pavillion. Anxious to try the 
ink and rice paper technique ourselves, 
we began a futile search for the proper 
materials and finally had all forty 
persons in our group involved in a 
search for the illusive rice paper--
none of which was to be had in this 
most famed and ancient strong hold 
of landscape art. It was nqt until 
we reached Hong Kong that we . were 
ab 1 e to purchase any rice paper. We 
learned that the non-existence of 
art materials was an effort on the 
part of the Coll1Tlunist government to 
stop the sale of paintings on the 
mountainside. When a medical doctor 
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earns only two hundred dollars a month 
and a school teacher seventy dollars 
a month, an artist engaged in free 
enterprise selling drawings at ten 
dollars each, constituted a crime 
against the people and the response 
was to cut off their art supplies. 
During an early morning walk through 
Guili~, ~e accidently stumbled upon 
an art exhibition in the People's 
Park. These parks: are located in 
the center of the villages and contain 
spaces for the performing arts, folk 
festivals, opera, puppet shows, painting 
exhibitions, etc. We were stunned 
to find sixty painting of incredible 
sensitivity, beauty and competence 
done by sixty amateur artists from 
a work brigade in a near-by towel 
factory. We photographed may examples 
and were astounded to detect contem-
porary art trends from throughout 
the world represented. These included 
photo realism, French .Impressionism, 
abstractions--all painted by untrained 
workers in free time awary from the 
towel factory. With sign language, 
I indicated a wish to purchase an 
especially lovely water color of one 
of the strange rock formations. A 
price was agreed upon, but in their 
eagerness to take the work off the 
wall, it feel to the floor and frame 
and glass were smashed. But no matter--
the precious painting itself was intact 
and I hugged it tightly to indicate 
my joy at having it. It was then 
that I learned not to admire anything 
too profusely in the Orient, or it 
will be given to you. After buying 
the one work, I was deluged with gifts 
of works from both painters and 
calligraphers who pressed work on 
me saying "These works are lacking 
in skill but they represent a desire 
by Chinese artists to be friends with 
American artists .•. 11 · ( I now have, 
of course, a list of those gift givers 
to whom I must respond with the gift 
of a painting of my own to be sent 
as a return exchange.) 
4








Another happy encounter occurred when 
we stepped off the eleventh floor 
elevator back at our hotel. The hotel 
halls were surprisingly lined with 
a profusion of huge paint stretchers. 
The corridor led to a room filled 
with what appeared to be a painting 
class. Fascinated, we stood by the 
open door shyly peaking in and observing 
the activities. Two master landscape 
painters from Peking were demonstrating 
traditional techniques on a wall size 
mural. They were closely observed 
by about twenty young men (no women 
in the class.) When one of the teachers 
glanced our way, I pulled out a fistful 
of water color brushes from my bag. 
With the keys to our mutual kingdom 
and interest displayed, we were 
smilingly escorted into the room and 
invited to try our hands and brushes 
at the c1veted rice paper and ink-
f i lled t bles. Judith and I collaborated 
on a joint calligraphy-painting effort 
which we presented along with a WARM 
catalogue to the head master. He, 
in turn, painted us a happy fish scroll. 
Our exchanges completed, we bowed 
out of the room amid many happy smi 1 es __ _ 
and much friendly hand clapping. No 
Chinese in the class could speak English--
and we assuredly could not speak Chine~e 
but we were learning that art is a · ~ 
universal language and great dialogue 
can occur above and beyond the language 
barriers. 
A great quantity of propaganda art 
was prominently displayed in airport 
lobbies, hotels, department stores, 
public buildings, and homes. Paper 
partraits of Chairman Mao must be 
the most widely produced picture of 
this century because no Chinese building 
was without at least one. Mural, 
(not unlike those of American WPA 
days) of Mao and the revolution workers 
marching forward, arm in arm, were 
· another common wa 11 covering. Bi 11 boards 
and department .store walls displayed 
much of the poetry of the Chairman. 
Canton was a city filled with exquisite 
landscaped public gardens that were 
done with sensitivity. It also had 
a strange memorial garden dedicated 
to the revolutionay martyrs. This 
structure, which must have been corrmis-
sioned by the government, was in direct 
contrast with all the other city parks. 
The memorial building is topped with ' 
a gigantic red plastic flame (symbol 
of the flame of convnunist knowledge 
which will revolutionize the world) 
and the same red flame motif appears 
on all the fence tops surrounding 
the park. 
The great art works of Mainland China 
were moved by ship onto Taiwan (the 
People's Republic of China) and the 
few mainland museums we were allowed 
to visit were sparse and had noting 
of the lavish displays we .saw in the 
museums in Taiwan. In spite of this 
and of living in an isolated society 
and of living where everyone must 
be part of an assigned government 
work brigade, it was reassuring to 
observe that the arts do keep emerging, 
whether from towel factory workers 
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We left China on the same air-conditioned 
and lace-curtained train that was 
carrying Vice President and Mrs. Joan 
Mondale into Hong Kong. Military 
helicopters overhead and rows of the 
now-familiar green uniformed soliders 
lined the miles of track. It was 
a joy to see familiar faces from Minnesota 
and to be greeted by the Mondales as 
they moved through the train. We 
learned that they had been allowed 
to visit the excavation site of the 
7500 life-size clay figures of horses 
and soldiers being unearthed in Xian, 
China. (Our opportunity to see a 
part of these two thousand year old 
figures will come when eight of them 
tour the United States as part of 
a loan exhibit that will be in the 
Field Museum of Natural History in 
Chicago, August 20 - October 29, 1980}. 
Double rows of barbed wire fencing, 
overhead helicopters and watch tower 
turrets on the hill tops, left no 
doubt that we were crossing the border 
between China and Hong Kong. 
Our Hong Kong home was the Mary Knoll 
Hospital convent. It was here that 
Wai-See Wong, a young woman artist, 
brought us several examples of her 
work. Because she lives and works 
in one room, she preferred not being 
interviewed in her crowded quarters. 
Wai-See spoke both English and Chinese 
so we were able to tape an interview 
with her as well as photograph several 
examples of her work. Hong Kong is 
one of the most densely populated 
spaces on earth and the result of 
the numbers of people in so small 
an area, has had a powerful effect 
on Wai-See's work. She paints in 
a rolled up, scroll form. Her imagery 
combines sharp angular abstractions, 
symbolic of the crowded buildings 
of Hong Kong with traditional Chinese 
nature forms, all struggling to emerge 
from the overpowering city of concrete 
and people. It is representative 
to her of the effort to remain human 
and in touch with nature in a completely 
artificial environment. Wai-See has 
a BFA degree and teaches art to support 
herself, doing her own art work at 
night. She belongs to a group of 
twelve artists (eleven males and herself) 
who show once a year at City Hall 
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in Hong Kong. She expressed her 
conviction that there is no discrimina-
tion against women in the Hong Kong 
art world, yet she knows of only six 
other women artists in that vast city. 
She stated that there are no artist 
cooperative galleries in Hong Kong. 
Artists in her city paint small works 
because living quarters are minute 
and there are no large walls on which 
to display. Most artists use water 
color on paper and she could recall 
only two artists who paint on canvas. 
The rolled up scroll paintings are 
likewise much more convenient to store 
than stretched canvas. 
Leaving Hong Kong and flying into 
the Taiwan airport, we were attracted 
to the design of the main terminal 
building--a soaring lofty structure 
that leads the eye up and out toward 
the heavens. It seemed impossible 
that a concrete building could appear 
so light and air borne. We were 
delighted to learn that'it has b~en 
designed by a Chinese woman architect. 
Taiwan has a wealthy art community 
who possess both the time and money 
to actively pursue art careers. These 
artists are members of the monied 
Chinese who fled the Mainland at the 
time of the revolution and who brought 
with them their family fortunes and 
the art treasures of an art civilization 
of some two thousand years. There 
is also in Taiwan, a purchasing public 
who support art exhibitions well. 
Taiwanese artists have the means to 
travel and present exhibitions in 
numerous foreign countries. It is 
not unconmon to meet entire families--
grandparents, mother, and father, 
children and grandchildren all of 
whom are employed in fine art careers. 
Art is considered an honorable, full-
time profession. 
The greatest treasures of Chinese 
civilization are found at the National 
Museum in Taipei where it is boasted 
that every exhibition in that enormous 
structure can be changed once a month 
without repetition for ten years. 
Eager to see the museum, we implored 
the blessings of all travel saints 
and boarded a city bus. 
Traffic in Taiwan is the wildest I 
have ever encountered. The island 
6
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is only a few years removed from horse 
and human drawn vehicles--examples 
of both are still to be found mingeling 
in with buses, trucks, cars, motorcycles 
and bikes. (There are three million 
registered motorcycles in Taipei alone.) 
The pecking order for right of way 
seems to be the biggest goes first 
and does whatever it pleases. An 
argument between the bus driver and 
a passenger became violent resulting 
in our bus plowing into the rear end 
of the bus directly in front of us. 
When it became evident that we were 
headed toward a collision course, 
I sat down on the 'floor. Sister Judith 
had taken a seat elsewhere in the 
bus and ·had fallen asleep with the 
result that the collision caught her 
unaware and threw her ag~inst the · 
iron bars of the seat ahead. Instead 
of a visit to the museum, we were 
off to a visit to the hospital--a 
strange sight consisting of poor bloodied 
Judith, the bus driver, several police-
men, two English speaking students 
who mercifully appeared from nowhere 
to interpret, and myself. After .profuse 
apologies from the Orientals, several 
x-rays and Judith's nose and head 
swadde 1 ed in bandages, we did f i na 11 y 
arrive at the museum. It is all that 
we had expected it to be and it certainly 
a must ,for anyone visiting Taipei. 
"An Afternoon on Highway 11 
by Joyce Hsi (39x46 cm). 
It was with much gratitude that we 
met Joyce Hsi who kindly served as 
our guide to the art conmunity and 
who drove her own car. Joyce is a 
professional artist, well known and 
respected in the Taiwan art co11111unity. 
She is married to a chemist and lives 
in the suburbs of Taipei in a household 
that included her husband, two small 
children, assorted pets and two full 
time household helpers as well as 
two separate houses. One home was 
for family living and the other had 
been purchased directly across the 
street for use by Joyce as a studio. 
She showed us three distinctly differ-
ent types of paintings. One group, 
which she was frank to admit was done 
only for conmercial selling, consisted 
of conventional florals and still 
lifes, with the lotus blossom being 
a favorite fonn. Another body of 
work that we found very moving, were 
several larger-than-life drawings 
of powerful women fonns--woman as 
maternal nourisher, child protector, 
or in ierotic loving-making positions. 
A third group was surreal--a nostalgic 
looking back and longing to. return 
to her Chinese homeland. This latter 
theme--a wish to be re-united with 
mainland China was one we found in 
much of the contemporary work of the 
island. 
"How are things on the mainland?" 
was a question posed over and over 
to us by the art comnunity. It was 
with tears in her eyes that Liang 
Dan-Fong, born in China mainland in 
1935, expressed her personal anguish 
that Sister Judith and myself, ordinary 
American tourists, had been allowed 
to visit the country of her birth 
while she and other residents of Taiwan 
were denied visits to the friends 
and ·family they had left behind. 
Liang is an associate professor in 
the Fine Art department of the College 
of Chinese Culture • . Since 1956 she 
has had thirty-one one person exhibiti-
tions in nearly all countries of the 
world. Last year she was a guest 
instructor in St. John's University, 
New York. She is married to an artist; 
one of her grown daughters is an artist, 
and both her parents are artists. 
She does traditional Chinese sumi 6 
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paintings and lovely watercolors rendered 
along the route of the thousands of 
miles she .travels in foreign countries 
each year. She considers herself 
to be a good-will ambassador for Taiwan 
holding exhibitions, making paintings 
and delivering speeches in Switzerland, 
London, Hamburg, Holland, Berlin, 
Vienna, Spain, Paris, Canada, and 
the United States. 
11Whisper11 by Liang Dan-Fong, 
-ink on paper (45x60 cm}. 
11 If my country wants me to, I can do 
more. 11 were her words explaining 
her travels. Books published containing 
her work are: PAINTING AND FOOT STEPS 
and A TRIP AROUND THE WORLD. She 
very graciously entertained us in 
her studio, included us in a sumi 
painting class, and allowed us to 
photograph her at work. We were also 
both the delighted recipients of a 
painting she did and in turn, we left 
her with catalogues from my own shows 
and from WARM gallery. 
We met one artist who brought scrolls 
to the Mission where we stayed. He 
~was doing strong abstractions of Guilin 
~rock formationa. Some of the scrolls 
- were as long as fifty feet and would 
encircle an entire room in an environ-
. ment sort of atmosphere best viewed 
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from the center of the room. Because 
his work was abstract and quite outside 
the mainstream of gallery work in 
Taipei, he did not sell well and had 
little support or backing. Sister 
Judith and I both found his work to 
be the most exciting and original 
that we saw in that city and I purchased 
one small scroll from him. My over-
all impression of the type of art 
work being done in Taiwan is that 
it is quite conservative. We saw 
a great deal of French influence, 
some abstraction, a little surrealism, 
a lot of competent water colors. The 
favorable impression that does remain 
of Taiwan is the wonder of an art 
establishment with the money and leisure 
to support a class of professional, 
full time artists and a purchasing 
. clientele for their tiutput. 
Our introduction into the art of Japan 
took place on September 15, a national 
holiday--Respect for the Elderly Day. 
Unwilling to mortgage our future for 
a Tokyo taxi and too frightened to 
tackle the subway system, we struck 
out on foot to the National Museum 
of Art--a treasure house of thousands 
of years of Oriental calligraphy, 
painting, bronzes, enamels--both ancient 
and contemporary. Admission fee into 
the museum doors was four U.S. dollars 
and additional charges of like amounts 
were made for entrance into each of 
the many exhibitions within the main 
building. 
The museum was so crowded it resembled 
the Minnesota State Fair on a sunny 
September weekend. Entire Japanese 
families were out in full force--parents, 
grandparents, and children all viewing 
and enjoying the art. Many exhibitions 
had long lines of persons waiting 
for a turn to see the art work. I 
was astounded. At no gallery or museum 
in the United States have I ever witnessed 
such a spectacle, with the possible 
exception of the swarms of people 
who mobbed the recent King Tut show 
as it traveled this country last year. 
Prices within the museum were as unreal 
as the mobs of people spending four 
dollars to see each exhibition, $1.50 
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for a postcard of a work, seven or 
eight dollars for each exhibition 
catalogue. Several gallery spaces 
within the museum complex are rented 
by various art groups for their annual 
shows and the admissions price helps 
offset the rental fee. 
One such group was the 33rd exhibition 
of KOHDO--BIJUTU 1978. Both men and 
women artists were represented in_ 
a profusion of every art trend this 
viewer has ever heard about or seen 
example~ of. I could not translate 
the Japanese artists names but I can 
describe some of the work that interested 
me as a woman: the theme of female 
imprisonment in one form or another 
was prevalent in many works. It often 
took the form of heaps of discarded . 
and broken toy dolls or cast-off clothing 
mannequins-used up and discarded into 
desolate, never-never landscapes with 
dark skys and black ravens. There 
were pictures of dolls with masks 
tied over their heads and faces. There 
were pictures of female puppet dolls 
being helplessly manipulated by male 
puppeteers. "THIRST" had imagery 
of a female puppet lying on her back 
with her bare breasts exposed from 
within her dress folds and her feet 
and legs being jerked hig~ i~t~ the 
air by the strings of an invisible 
puppeteer. "THE LAST SUPPER" depicted 
an all-female group gathered around 
a table--the sacrificial victims of 
Japanese society. T~e~e was ~lso . 
a sprinkling of explicit erotic lesbian 
love scene imagery. 
Another prevalent theme was that of 
"no more Hiroshima". The horror of 
the atomic bomd is still very much 
with the subconscious of the Japanese 
art community. 11 THE CHRIST OF HIROSHIMA", 
painted by Hagiwara Hideo, is one 
powerful statement of thi~ themes. 
Hideo is one of the leading contemporary 
woodblock artists in Japan. In his 
studio, where he showed us the painting, 
fie stated that he would be embarrassed 
if Christian artists knew that he 
had used a Christian theme since he 
cannot claim to be a Christian in 
any way. He simply found it incompre-
hensible that~ Christian nation could 
have dropped the bomb on so many non-
military civilians. The large oil 
painting is the result of four years 
during which he tried to make sense 
of the tragedy of Hiroshima. The 
only way he could make sense of it 
or express its meaning for him personally 
was through the suffering of the Christ 
figure on the cross. The cross stands 
where the bomb fell and the Christ 
is taking upon himself the full impact 
of the explosion of the heat and radiation. 
Christian symbols, especially that 
of the Christ, are used often in Oriental 
art--mostly as a universal symbol 
of suffering innocence and even though 
the artists are not Christian [less 
than one half of one per cent of Orientals 
are Christian]. Mr. Hideo lived in 
an exquisite house, filled with contem-
porary furniture and a primitive artifact 
collection. His wife served us coffee 
and cookies in a beautiful spacious 
studio space. 
One of the poorest artists we visited 
in terms of worldly goods but the richest 
in spirit, was Shigeo Ishii. He lived 
with this wife and their three daughters 
in a mean little house boxed in with 
a street directly on either side of 
it. Rumbeling vehicles passing on 
either side shook the house violently. 
Shigeo had been a successful businessman 
for many years when he sold his business 
and started painting. Since he had 
not graduated from any art school 
and did not belong to any art group, 
he was not recognized in his society. 
He had taught art for one year at 
the Washington University in Oregon 
but sold little work in his own country. 
He told us that he was greatly influenced 
by Zen Buddhism and I purchased a 
small work depicting enormous energy 
(abstract) called "DESCENT OF THE SPIRIT". 
His studio is one small corner of the 
family conmon room. We were beautifully 
entertained and served tea and pears 
from a near-by fruit tree by Mrs. Ishii. 
(I noticed that the money for the_ 
painting was passed directly to his 
wife.) For this artist to persist 
in painting in the face of such adversity 
and poverty, has to take enormous courage 
and self-faith. I admired him greatly--
not only for his strong work but for 
his strong spirit. 8 
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Another memorable afternoon occurred 
with six women artists, all of whom 
had exhibited at the A.LR. gallery, 
New York City in 1978. They were 
Toshiko Horiuchi, Kimiyo Mishima, 
Yuko Nimura, Efsuko Tada, Momoko Yamada 
and our hostess Masa Komoto. We found 
their work to be some of the most 
innovative contributions to Japanese 
contemporary art. They have mastered 
the techniques and application of 
materials that is part of their ancient 
tradition but integrated their technique 
with the concepts of Western contem-
porary art each in their own way. 
Represented were fiber works, silk 
screen, and sculpture combining aluminum, 
glass, bronze, copper and mirrors. 
They were greatly interested in the 
concept of a woman's cooperative gallery 
such as A.I.R. and WARM, and we exchanged 
catalogues and slides. 
One of the most involved women artists 
and most passionately dedicated to 
her work was Taeko Tomiyama, litho-
grapher. Her art comes out of her 
involvement in the struggle for justice, 
especially to those Koreans who are 
at the bottom of society and who are 
suffering. She became interested 
in what she calls 11 Korean Christianity 11 
after reading some poems by Kim Chi 
Ha in 1971. She has become a member 
of the Japan Chapter of Amnesty Inter-
national and devoted her lithographs 
to the universal struggle for human 
rights. She continued with 11 Japanese 
artists do not like to deal with politics, 
or get involved in politics. On the 
other hand, I regret to say that political 
activists are involved only in politics 
and have no understanding of the arts ••. 11 
placing this detennined artist somewhere 
between the art world and the political. 
One of the youngest, and assuredly 
the most wealthy, women artists to 
welcome us into her home and studio 
was Asae Ukiya. She is an abstract 
oil painter and works in deep but 
brilliant shades of blue and purple. 
One of these, "CATHEDRAL", was inspired 
•. . by the subdued brill i·ance of stained 
glass windows in Europe and America, 
as well as by the silk brocade patterns 
of costumes worn in the· traditional 
9 
Noh plays of Japan. She also incorporates 
written characters into the abstract 
shapes. 
Asae lives with her mother, a widow. 
They recently completed a contemporary 
home--stark white outside and in. 
· It has much glass that opens out into 
an exquisite Japanese traditional 
garden. The interior combines dove 
grey carpet, grey velvet furniture, 
glass, chrome, a profusion of cut 
flowers and the art work of Asae. 
11 Cathedral 11 by Ukiya Asae, 
painting in oil. 
I found the Tokyo art world extremely 
exciting, profuse, diversified and 
stimulating. It seemed to me to be 
more open than that of New Vork City 
and just as varied. It is a mistake 
to look only to New York as the pinnacle 
place to sell art. I hope to return 
to Tokyo and find a market for my own 
work and would encourage American artists 
to. consider the Asian world as a potential 
market place. 
10
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WOMEN IN THREE ARTS 
A Course on Women in Three Arts: Music, 
Painting, and Literature, The Art 
Institute, Thursdays from 10 - 12, 
six sessions, beginning January 17th, 
1980. 
Instructor: Margot Fortunato Kriel 
This course surveys women's artistic 
careers from the Renaissance to the 
20th century, showing how the ideals 
of the Renaissance and life at the 
Italian courts first gave individual 
Western women the training and patron-
age to flourishas writers, painters, 
performers and composers. How 
women's artistic training and 
subject matter sometimes differed 
from those of men; how women artists 
individually dealt with stereo-types 
female roles, accepting or flouting 
them; how women began to form female 
networks and audiences, schools, and 
distinctive life styles--all these 
subjects describe the development 
of women artists through the 18th, 
19th, and 20th centuries. The course 
will introduce concepts of artistic 
analysis so that students can appreci-
ate women's work in all three arts; 
it will also include close study of 
more important artists--such as 
Artemisia Gentileschi, Elizabeth 
Vigee-Lubrun, Mary Cassatt and the 
moderns in painting; Francesca Caccini, 
Clara Schumann~ and Thea Musgrave 
in music; and Vittoria Colonna, George 
Sand, Emily Dickinson and Willa Cather 
in literature. The class will use 
slides and recordings; view originals 
by men and women at the Art Institute; 
and have guest lectures by members 
of WARM and possibly by a woman musician. 
The course coincides with the Plymouth 
Church Music Series, this year featur-
ing music by and about women. The 
dates and programs of the concerts 
are: 
Dec. 7, 1979: Arthur Honegger's 
oratorio, JOAN OF ARC AT THE STAKE; 
the French composer Lili Boulanger's 
THREE PSALMS. 
Jan. 13, 1980: Music by Four French 
women of the 20th century. 
Feb. 24, 1980: ESTHER by George 
Frederick Handel. 
May 4, 1980: Women Composers of 
England and the United States: Dame 
Ethel Smyth, Nicola LeFanu, Mrs. 
H.H.A. Beach, Ruth Crawford-Seeger. 
For more information about tickets 
and times of performances call Plymouth 
Congregational Church, 871-7400. 
The Course on Women in Three Arts 
will be taught by Margot Fortunato 
Kriel, a Ph.D. in American Studies 
from the University of Minnesota, 
a published poet and free-lance writer. 
Margot has taught courses in women's 
literature and women and the arts 
for the Women's Studies Program at 
the University of Minnesota and for 
Continuing Education for Women. This 
September, she spent time in Italy 
tracking down paintings by women in 
Naples and Florence. 
Slide Registry Dues Due 
1980 Slide Registry dues of $2.50 
are due on Janaury 1. Slides of non-
paid members will be pulled out of 
the Registry on February 1. 
Please take this opportunity to update 
your slides. The Registry is used 
regularly by potential buyers, by 
people organizing exhibitions, and 
by people giving lectures. For example, 
in October it was viewed by a man 
curating a show for the Guggenheim. 
Put in up to twenty slides and one 
acetate sheet for your resume, statement 
and/or reviews. 
10 11
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Weekend Snapshots: Lake Superior 
Ripe moon fruit hangs 
above lake and water 
while four women argue 
if Henry Miller put 
Anais Nin on a plinth 
to observe the flow 
of her "genito-urinary" style. 
We praise and blame, 
we never promised to think the same. 
Across the street 
from a boyfriend's house, 
I used to sleep with girls 
whose true confessions ached 
for out-of-wedlock. His windows 
mirrored back the secret: 
we all wanted in. Now 
with lichen lights us 
along jagged rocks. . 
We have come to forget men. 
From a promontory, the lake 
eludes classification 
but from the shore, water 
wrinkles foreskin 
over a submerged boulder. 
Stunted blue toad flax, false 
heather give valiant names 
to self-hold 
at the edge 
of this deceiving temperance. 
Pointed-toed, 
dyed-to-match, our feet 
have been made to suffer the same. 
We dance distinctions: 
one of us grew scrupulous 
at eleven and confessed; 
one divorced; 
one seized with cancer 
chose to live, 
and my mother sabatoged 
my first affection 
to keep me out of bed. 
Here's my own true story: 
dreaming she wears a bikini 
ira the tub, across the water from a 
movie marquee, she sails 
past the torch of men's eyes. 
Tanned in conversation, 
afraid of baring the naked white, 
she speaks with lance 
or downcast eyes. 
11 
From bed my scented hand cream 
starts the talk. We imagine 
royal names for vaseline 
and laugh. We should share 
the same secrets, but the lake 
darkens and rises on rocks. 
Soon it will wash us bare, four women 
alone and differently adorned. 
We will never be the same. 
Margot Kri el 
Holiday 
The smell of turkey, 
candlelight on silver and glass--
three generations of women 
in one room. 
The kid rolls bread 
down the aisle, the ancient 
flirts with her long life, 
I match wits 
with the visiting baby. 
We can't bring 
·each other up. 
From out the sheath 
of her face 
eyes cut 
to childhood--
I'm too old, 
she's beyond the pale. 
Only at night 
do we move together 
to cover the child 
and touch her face. 
Margot Kriel 12
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Some women 
turn scars out 
like knives. 
. ~~ ... - ....... 
Left on a bridge 





In dry leaves 
she waits, 
her life a flame. 
Bonfire martyr, 
she burns me 
into rain. 
· Margot Kriel 
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Off Target 
Barry Kahn and Garth Williams made 
a collaborative effort to complete 
work of art at the Minnesota Institute 
of Art Exhibition Program Gallery from 
August 9th to September 21, 1979. 
Contact Stuart Turnquist, coordinator 
of the program, for copies of the 




I liked hearing that there were two 
artists collaborating to make art -
they stated a distinct interest in 
discovering and naming parts of the 
process. When I went to see their 
"exhibition in the making" I was 
surprised at the atmosphere, which 
was tense, a room of bitter silence. 
They had taped many pages of rules 
on the wall, in an effort to control 
their art making, or facilitate their 
art-making. The rules did neither. 
They finally stated that the art-
making effort was a failure. I wonder 
if they also felt the rules were, and 
I did. 
The Circle-
I like to think of Jasper Johns' target 
series of images as an effort to put 
the circle back into the culture, the 
circle image being largely gone from 
the American culture; the return of 
that image being really introduced 
~ith the photographs of the blue and 
green pearl, the planet Eart~ from 
the moon. This image replaced with 
a solitary and singular optimism the 
earlier image lying just under the 
skin of many American dreams, the 
mushroom-shaped cloud. 
Interpenetration-
The line of the circle can be seen 
as continually penetrating both ways. 
William Carlos Williams says, •.. 
"We have to acknowledge first besides 
degrees and conditions of scholarship, 
that there is a division between those 
who know (some certain thing) and 
those who do not know it. We have 
to acknowledge then, that the scholar, 
13 
not being ignorant, has not the know-
ledge which the ignorant man possess 
111 
Under our noses-
The spectacular distance the global 
image records has the paradoxical 
effect of directing us to see what 
is under our noses; each other. Our 
connectedness. And since our mutual 
dependence in attending to the planet, 
suggests that our future lies in a 
plenitude of collaborative efforts, 
it is appropriate that artists crack 
away at the creative possibilities. 
And now about the women-
In the past, women had the responsi-
bilities for socializing the very 
young; so they learned a great deal 
about the processes of continuing the 
culture on the most basic level. 
Women have had less political power, 
so they have found a way of talking 
with one another AS WOMEN, identifying 
themselves, collaborating in their 
efforts to bend the political atmos-
phere to one more palatable. Women 
are learning to be together ·in deep 
ways, occasionally acting as the 
Beatrice, accompanying each other 
on journeys into the deepest kind of 
growth. Clearly, there are women who 
are in a position to tap their 
experience in collaboration as 
reference, raw material for new 
inventions. 
The original collaboration-
What was the original collaboration? The 
explosion that set the world into its first 
evolve? It is in natural processes we 
discover the basis for our behavior, and 
our rules. 
Elizabeth Erickson 
1 William Carlos William, The 
Embodiment of KnOuJZedge New 
Direations, 1974. ©Florence 
H. Williams. 
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EXCERPTS FROM A TALK WITH SALLY BROWN 
by Vesna Kittelson 
When I went to interview Sally Brown 
in her studio, I found her just finishing 
teaching her afternoon art class. While 
waiting for her for a few minutes 
I took a look ·around her studio. Sally's 
drawings neatly pinned on all the 
walls, art books, and family photographs . 
created a warm and friendly atmosphere. 
Vesna: 
How do you manage to keep the 
balance between your private life 
and long hours of teaching and 
working on your own work? Is 
there a conflict? 
Sally: 
No, each area nurtures the other. 
When my husband and I chose one 
another, both for the second time, 
we hoped each of us would be absorbed 
in some kind of career. My daughter 
has just graduated from high school, 
my son has his own life, and I 
feel that my active motherhood 
is over. I am happiest in my 
studio or with my husband, Chad. 
V: You are talking about art work 
as if it is a total experience 
for you. Do you have any other . 
interests? 
S: If anything, I am more interested 
in other things as .I grow older. 
However, those interests supplement 
my main activity which is art. 
So the answer to that is yes and 
no. Yes, many interests, Buddhism, 
physics, science fiction. However, 
no in the sense that . .when I 1 i ste·n 
to music it helps my art. 
I like to .travel because it helps 
my art. I like to talk to other 
people if it is about art. 
V: Did your interest in art start 
in childhood? 
S: No, not at all. Art came much 
later. 
V: I would like to know what you 
were like as a child and what 
_interested you? 
S: I was born in the thirties in 
Colorado, and since I was an only 
child I was the center of attention. 
I was outgoing but I never had 
any friends because we never stayed 
anywhere long enough. We moved 
thirty-one times. 
V: What were your favorite pass times? 
S: I suppose that reading, and listen-
; ng ·• to my mother read to me, are 
things I remember the most. There 
was a lot of dancing by myself 
and a lot of daydreaming. Dolls, 
dolls were not part of it because. 
you do it with other little girls 
and there were not any around. 
V: Who was the strongest influence 
on you while you were a child? 
S: I can't give a lot of detail why 
this was so, but it was my father. 
He was active and dynamic and 
I idealized and admired him 
enormously. Only later did I 
see him as a human being. 
V: Did he encourage you towards art 
or any other kind of creativity? 
S: No, quite the opposite. My father 
was a good man, but a man of his 
era. He saw me as a wife to be. 
I went to seventeen schools, and 
by the time I graduated from high 
school I had lost four years of 
school along the way. Everyone 
was worrying about my spelling 
and my mathematics. 
V: Would you say that your father 
was a creative man? 
S: Yes, .he was an extraordinarily 
creative man in his business, 
not in the art sense. If his 
mind had been focused on that, 
he would have been fantastic. 
V: What was your fantasy of yourself 
as a grown woman? 14 
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S: In the early Fifties I was twenty-
one and married--that had been 
my fantasy! There was no alter-
native. I had heard the message 
and I got it all clear. Being 
a good little girl, I did it--
I got married! I was married 
to my first husband for fifteen 
years and we had two children. 
V: When did art enter your life? 
Was your decision to become involved 
in art gradual? 
S: It was very gradual, and it was 
accidental. I had had both of 
my children and we were living 
in Mexico City. I had a lot of 
house help and became a bit bored. 
V: Free? 
S: No, freedom is diffe·rent. That 
came later. I just had some free 
time and an art course feel into 
the time period that I could handle. 
(Otherwise I would have taken 
French or Literature or whatever.) 
I was frightened of an art class 
because being twenty-six, I thought 
it was too late for me to begin 
studying art. 
V: Did you enjoy this class? Did 
it have any impact on you? 
S: Yes, I enjoyed it, but, since 
I was not taking anything that an 
I did for myself very seriousli 
I carried it as a hidden deli • 
n the 
V: How long did you carry this J;:tm..et 
within you? the-· 
. S: I worked that way from 1959 to 
1969. I was afraid to divert . 
my energy into anything that ~i-{Jht 
be a career. I snuck around~\~ . 
it almost like a junkie. I knew 
that art could draw me into l sides 
process that W?uld be consu~l/)9;hip, 
and I was afra 1 d, so I went ~l <l\fi~-e 
} and 
V: Where you afraid of how ~~aWlily 
15 
would react to that kind ~f -Q.<ffl!lll\r, 
ment? 
S: Yes, I knew it would cause a conflict 
••• like having an affair. 
V: What happened with your art develop-
ment after the class in Mexico 
City? . 
S: We moved from Mexico City to 
Minneapolis/St. Paul. I was a 
student's wife, a mother, and 
student myself. We went from 
a life style with financial security 
to student life. I had to do 
baby sitting and ironing ' in the 
daytime to take night school for 
completion of my degree in.German 
History. · What little time I had 
to paint and draw was very precious • 
V: Who taught you how to paint and 
draw? 
S: I met a woman who was in the same 
situation as I was but she had 
an art education, I talked her 
into giving me private lessons 
twice a month. She had assignments 
for me. They were glorious moments 
I spent there. 
16
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V: Were you beginning to recognize 
the influence of these classes 
on you? 
S: This was in the mid-Sixties and 
most of us were unconscious of 
things. It was just the beginning 
of the awakening about the Vietnam 
War. Music was changing. Young 
people were coming out of apathy. 
But still, we were unconscious. 
At the time I was not thinking 
of art as my career. I had yet 
to hear about feminism. 
V: What were the next steps in your 
art awakening and in your private 
1 ife? 
S: We moved to California. It was 
at the time when the anti-war 
effort had crystalyzed and 
generally many things were surfac-
ing in peoples' lives. 
V: What were you like at that time? 
S: I became very political about 
the Vietnam War. My children 
were in school and I had some 
free time for another art class 
saying; 11 0h wel 1, this is to make 
me a more rounded person". I 
got a good teacher. An excellent 
teacher! Her focus was on seeing 
first and then doing. She spun 
my head around. I started to 
see, to use my eyes. 
V: This must have been a fantastic 
experience, to suddenly see ••. 
S: It opened up the world and I decided 
that if I hadn't been seeing, 
I probably hadn't been hearing, 
or, tasting, or any of the sensory 
things. All these things became 
very important to me, plus the 
politics. I just became more 
receptive about a lot of things. 
V: Was this beginning to cause a 
conflict in your private life? 
S: At that time we came back to 
Minnesota for the second time 
because my first husband decided 
to go back to school again. I, 
being so very malleable, came; 
but I was beginning to resist 
becau__se these classes were important 
to me. So now there was a beginn-
ing of conflict and a condensation 
of everything in the marriage 
that didn't work. 
V: How old were you when you were 
divorced? 
S: I was thirty-four and I found 
myself, due to the divorce, in 
a position of having to work and 
having to make conmitments. I 
had to make decisions in three 
short months, that perhaps some 
people make over a period of twenty 
years. I made up my mind that 
I wanted to be in complete charge 
of own life and not obligated 
to other systems that would make 
me feel angry. 
V: You wanted to be happy? 
S: Happy regardless •• ;and the only 
profession I really wanted was 
art. 
V: Did you find a studio for yourself 
right away? 
S: Yes, very shortly after my divorce. 
My first studio was my dining 
room. I (even) had one student 
at that time. Then a friend offered 
me the bedroom of one of her children 
to work in, which I used for a 
short time, but that was too small. 
Then I got the studio where I 
work now. I have been here for 
eight years. 
V: How did you find your students? 
S: As a result of the divorce, I 
went to a counselor. When she 
realized that I was determined 
to be happy in my work, she told 
me to take a student. She sent 
me a young woman who knew a tiny 
bit less then I knew. 16 17
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I think that my first students 
got quite a lot out of me. If 
they raised a question on Tuesday 
and I didn't know the answer, 
by the next Tuesday I had to find 
out the answer. 
V: Teaching was going both ways? 
S: Yes, and this is why I would never 
stop teaching. Students bring 
me questions and sometimes answers 
that I simply wouldn't think of. 
V: So your teaching and painting 
are interdependent? 
S: Yes, to a degree. 
V: When a new student comes to study 
with you what can you offer to 
him or her? 
S: I feel that I have very little 
to teach. There is very little 
concrete infonnation that I feel 
is valuable to hand over. But, 
what is important is to create 
an atmosphere where both the student 
and I are able to explore. Every 
now and then the truth will come 
out of that atmosphere. You know, 
if someone asked me to boil my 
teaching down, I could probably 
give in an hour and half the only 
truths that I have discovered 
in eight years. The rest of it 
is a non-verbal, environmental, 
facilitating kind of thing where 
the individual discovers himself 
or herself and then uses those 
discoveries to amplify for the 
personal to the universal. 
V: What do the students expect from 
you? 
S: If the student who is referred 
to me walks into my studio I know 
that he or she wants something 
creative. They want to put their 
brain to work to it's fullest 
capacity. What they need is support, 
pennission. 
17 
V: Who are your students? 
S: Adults who are involved in 
psychotherapy. 
V: Do you have a structured approach 
to teaching them? 
S: I_have a semi-structured approach. 
First of all I teach privately, 
one person at a time. The lessons 
are three hours apiece. 
V: How long do your students study 
with you? 
S: Most of them stay a year or longer. 
V: What does this art experience 
mean to most of them? How do 
they apply it? 
S: Some do not want to think of it 
as more than a hobby; a time to 
relax. Some are professional 
artists •.. and then, everything 
in between. 
V: What is your goal in teaching? 
S: Because all my students are involved 
in psychotherapy, to me, it is 
important that they train or retrain 
their brain in a creative way. 
I am hopeful that some of my students 
feel that the process of how to 
perceive accurately may apply 
to their business making art, 
but my teaching is more geared 
towards development of the ability 
to receive stimuli, to absorb 
it, differentiate it, internalize 
it, and manifest it. 
V: This sounds like a most complex, 
and most serious approach to teaching. 
S: I couldn't do anything that would 
be more serious for me than this. 
18
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V: Your teaching, which is very direct, 
personal, and giving, must create 
some dependency. How do you deal 
with it? 
S: What I found is that if you become 
a teacher you have to take responsi-
bility for creating dependency; 
and that is a naughty word. For 
a period of time you not only 
set up dependency but you are 
deliberate in .setting it up. You 
provide service in that way and 
you foster that dependency for 
a period of time. Then, if you 
are a good teacher, you break 
it gradually. You hope that pretty 
soon the students will be arguing 
with you. My success comes when 
they begin to disagree with me. 
V: What do you do then? 
. Drawing by Sally Brown. 
S: I drop hints that they should 
study with other people and move 
away from me. When they leave -
that is graduation. 
V: So your students become influenced 
by your art work since they are 
surrounded by it in your studio? 
S: One of my greatest prides is the 
student show that I have almost 
every year. Every time we've . 
had it, each of the works is unique. 
V: Where are you now in the development 
of your art work and teaching? 
S: Pausing. I am certainly in a 
place of change. I see as I look 
back, that the last eight years 
have been involved intensly with 
teaching and WARM, and this involve-
ment has produced a philosophical · 
view about art and learning. 
WARM has brought a community or 
almost a graduate school to me. 
I have spent my time selecting 
what it is that I want to commit 
myself to, both politically and 
aesthetically. Now I feel a transi-
tion, a scary sense of isolation 
coming. I am going to choose 
it but it's frightening. I am 
going to teach less. My mature, 
focused work will be coming in 
the next eight years. 
V: It sounds like it will be a fruitful 
eight years, nothing to be scared 
of. 
S: The demands of my work are greater 
and greater. I must give into 
those demands. There are fewer 
18 19
Women's Art Registry of Minnesota: WARM Journal v1 i1
Published by SOPHIA, 2021
,. 
things that anyone can help me 
with. It's like going to the 
North Pole. You get your own 
dog sled and you go off on your 
own. 
Another thing that I am readjusting 
is my sense of competition. I 
am beginning to feel that it is 
impossible to compare my work 
to others, that the only thing 
I can compare it to is the last 
thing I did. Maybe I can honestly 
live my philosophy of creating 
art in competition with only the 
last piece I did. If that can't 
happen within the WARM community, 
it can't happen. 
In a sense, I need WARM more than 
ever, although for different reasons 
than I had in 1976 when we opened. 
WARM is now for me the history 
_ I never had. So, I ask myself 
what more do I want or need? The 
answer is just more .•• more WARM, 
more time, more Chad, more art. 
19 
pECEMBER 22 - JANUARY 19 ---- DECEMBER 22 -
Drawing Show 
A drawing show· by the members of 
WARM Gallery will be on display in 
the downstairs Gallery. This exhibit 
was organized for the College of · 
St. Benedict and was shown there in 
October 1979. 
Ann Aslanidis 1938-1978 
This show, organized after Ann's 
death in October 1978, is a selection 
of drawings produced in the last few 
years of her life. Women were Ann's 
central theme. In her most personal 
work women's realities are realized 
and defined through the juxtaposition 
of free-flowing revealing lines and 
ponderous symbols. 
Ann was born in St. Paul, Minnesola. 
She received her fine arts degree 
from the University of Minnesota in 
1964 and worked here and in New York 
as a graphic designer. She was a 
member of the Women's Art Registry 
of Minnesota from its beginnings in 
the early 197O's. 
Drawing by Ann Aslanidis, 
ink on paper (3"x3") 
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The Work of 
ANN ASLANIDIS 
She came and went our lives go on. 
Did she make a difference. These things 
come to my mind. These things we saw. 
A portrait of a woman hangs on her sisters 
wall. Not unlike a Picasso, a pleasant, 
a good, a solid painting--searching. 
A lively expressionistic landscape hangs 
on her son's bedroom wall. It is joyful. · 
A perfect pear, a gem watercolor is on 
her Mothers dining room wall. 
An early portrait of woman belongs to 
a neighbor-friend. Impressionistic in 
style and rich in color. 
We looked at much work. It could have 
been three different exhibitions. 
It could have been a retrospective, work 
beginning in her fonnative years. These 
works went back to her school years--
experimental. The work we saw on walls, 
a part of people lives, each work inter-
esting, all varied in style, searching 
for a way. One thing that was common--
a commonality--was the theme--women--
repeated even from her fonnative years. 
These were works in the style of: 
Impressionism, Gennan Expressionism, 
Expressionism, reaching for abstract 
expressionism--~tylizations. 
There are oil paintings, acrylic paintings, 
water colors, and drawings. 
A retrospective reaching back toward 
her fonnation .may have been the obvious. 
The obvious that is a part of us all. 
It would have been a visual _maze. It 
would reflect what it is for all of us 
to work through that maze to some kind 
of clarity. 
It could have been a graphic show--her 
work for the commercial world. This work 
was not readily available to us but her 
ideas were--in sketches and layouts. There 
was humor! There was also a cleverness 
that seemed inherent but refined through 
sophistication. 
I kept being reminded about the dilemma 
I have come to recognize in myself, can 
readily identify in others--_it comes from 
facility! It is what many mistakenly call 
talent--not that it isn't talent but then 
what is talent? What we label talent is 
many sided. 
Facility: easyness to do, to make, to 
render, to replicate visually. It is 
captivating--can be imprisoning. One can 
become a house of mirrors. One can mirror 
the world. One may never make her way 
through the maze of mirrors to find out 
who she really is. Is that the test--
the pain. The path has more hurdles if 
you are facile. She was facile, Anne. 
But her work in the past few years reached 
a constant. A visual sorting out took 
place and here it is. 
What we say--chose--among all the work 
are these works. To me they are logical, 
cohesive, varied, insightful, gutsy, 
humorous, basic, honest, painful--searching. 
They are a body of work. 
Hazel _Belvo 
This exhibition was curated by 
Bonnie Wagner and Hazel Belvo 
20 
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THE WORK OF 
ANN ASLANIDIS 
Anne Aslanidis died last November 197~ 
at the age of thirty-nine. Anne contri-
buted her energies to the fonnation of 
the Women 1 s Art Registry of Minnesota, 
and remained an enthusiastic supporter 
of the group throughout her life. 
Anne wanted to tell the truth. There 
is a kind of education that teaches us 
to become mechanical beings moving toward 
a predetermined end; Krishnamurti tells 
us the person who understands this whole 
process, who breaks away from it and 
stands alone, creates his or her own 
momentum,and if her action is a breaking 
away from the false toward the truth, 
then that momentum itself becomes the 
truth. How resolutely this woman turned 
toward her own life is recorded in the 
drawings--they are reduced to the smell 
of milk and rooms, to the hand making, 
to miracles, a woman interested in deeply 
understanding her own experience. The 
movement toward her experience is part 
of what she offers as powerful. 
Anne reached right as well as left, into 
the light as well as the dark. Her 
interest ranges from flatly stated humor 
to the incredible effort and triumph 
of birth, to the strangulation of the 
spirit she portrays in the mad woman 
images. Anne has registered in the work 
a comfort with the figure that enabled 
her to be playful. The fonns twist in 
service of her vision. Divisions, 
repetitions undulations hold fast to her 
point of view, the tenacious multi-leveled 
observation of her own experience. 
21 
11The Multitude a 11 have a purpose 
I alone am foolish and uncouth. 
I alone am different from others. 
And value being fed by the mother. 11 '-
Anne went toward and toward the most 
intimate experience of life--our birth. 
The most shocking, the most memorable, 
the most painfilled, the most demanding 
work. She was interested in recording 
this as actual biological labor, and 
as an inner work that we do again and 
again as we grow more deeply into our 
own lives. 
Years ago, a friend became interested 
in recovering the daily life of pioneer 
women as recorded in their j ou rna ls. 11 The 
history books have neglected us. 11 she said. 
I learned that to notice, value, and describ 
the lives of the women around me is a 
political act. 
•••• 
11 what is valuable in.such a work is 
not any metaphysical theory as to the 
nature of the world to which it may give 
rise, nor indeed anything that can be proved 
or disproved by argument. What is valuable 
is the indication of some new way of feeling 
toward life and the world, some way of 
feeling by which our own existence can 
acquire more of the characteristics which 
we most deeply desire •••• 11 z. 
Anne chose death. After grieving, after 
anger, we move to place this choice of 
hers into the context of our continuing 
will to live. Finally, we turn to the 
life. Her generocity invites. Her humanity 
is wide, her vision calls us to our own 
miracles and monsters. 
Elizab~th Erickson 
I.Lao Tsu, Tao Te Ching, trans. by D. C. Lau, 
Penguin, 1964 
2.Bertrand Russell quoted from Susanne K. 
Langers Philosophy in a New.Key, Harvard 
Press, 1957 
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JANUARY 26 - FEBRUARY 23 ---- JANUARY 26 - FEBRUARY 23 JANUARY 26 - FEBRUARY 23 --
Susan McDonald 
Drawing by Joyce Lyon. 
The Pond 
pastelcf rawi ngs 
From 11 Dwellings11 
I have dwelt in the blackbird 
I believe I know 
how the blackbird wakes, how he wants 
to say the light, still part of 
darkness, a few colors, 
their heavy play across 
that red he encounters within him. 
Within the wheatstalks 
I have sustained verticality. 
With the pond I have wavered 
towards sleep that is always nearby ••• 
© Eugene Guillevic, GuiZZevia: 
Seleated Poems, translated 
from the French by Denise 
Levertov, New Directions, 
N. Y., 1968. 
Vesna Kittelson 
My works are recorded memories of 
landscapes or moods of landscapes. 
The landscapes are created on the 
paper through establishing an inter-
play between color, lines, planes 
and floating forms. 
I am going to share two large pieces 
from my journal. They are a visual 
confrontation with myself. I 
confronting I. I am terrified by 
the bigness and seduced by the 
beauty. 
I am sharing the I. The exchange 
of energy between what is deep 
inside of me and the paper on the 
wall; the process, the flow of 
spirit, the changing-
Here is a year from my journal. 
Detail from her Journal by 
Susan McDonald, mixed media. 
22 
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MARCH 1 - MARCH 29 ---- MARCH 1 - MARCH 29 ---- MARCH 1 - MARCH 29 ---- MARCH 1 - MARCH 
Cherie Doyle 
The images in my drawing are 
generated internally from memories, 
reveries. The material content 
is an amalgamation with the basic 
component - watercolor. 
23 
11 81 ue Li ng 11 by Cherie Doyle, 
watercolor acrylic and vellum. 
Landscape by Alice Towle, mixed media 
photo by StephenTowle 
Alice Towle 
In my paintings I am exploring the 
countenance of Earth; the presence 
of its basic elements. The surface 
represents the tactile qualities of 
Earth's components. Depth, trans-
parency and membrane are there. 
In my drawings I often use the human 
figure as a starting point; some-
times parts and sometimes the whole 
figure. This is often obscured as 
the drawings evolve. I find it 
difficult to blend the landscape 
of Earth with the figure. They seem 
to be at odds with one another as 
if there were a basic antipathy 
present. The end result of the 
drawing is a landscape of human 
form. 
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The Loft 
by Jane Bassuk 
Overstuffed couches, rocking chairs, 
plants and a library make up the 
congenial atmosphere of the Loft. 
Located at 3200 Chicago Avenue on top 
of the Modern Times Restaurant, the 
Loft provides a place where fict1on 
writers and poets can come together 
to read, talk and write. The members 
have planned several events for this 
year which include poetry readings, 
classes and a story-book hour for 
children. They are also having a 
"mentor" series which will bring 
nationally known poets together with 
local writers. There have been readings 
at the Loft by .members whose works 
have appeared in Selby Lake Bus 
Magazine and Brother Songs, A Male 
Anthology of Poetry. Once a month, 
the Loft puts out 11 A View from the 
Loft", a mailing containing events, 
interviews, reviews, illustrations 
and poetry. 
Recently, W.A.R.M. and Loft members 
have expressed interest in creating 
more of a dialogue between writers 
and visual artists. Several poetry 
readings are being planned in the 
gallery space. First will be a reading 
by feminist poets on February 14th. 
Women writers and visual artists of 
the two organizations are interested 
in demonstrating connections between 
.poetry and visual art. This can be 
through collaborative efforts such 
as exhibitions, performance pieces 
and broadsides. W.A.R.M. would like 
to invite writers to bring fresh 
insights to their art discussions 
and critiques. Loft members are 
interested in having W.A.R.M. members 
create visual imagery to enhance . 
their poems and may in turn do reviews 
of shows for W.A.R.M.'s newsletter. 
Loft members Emily Buchwald and 
Randall Scholes are writing a grant 
for funds to publish MilkiiJeed 
Chronicle, a journal of writing and 
graphics. This 24 page tableau will 
be put out three times a year. The 
first few issues of the chronicle 
will have a section called "Visible" 
that will show sample illustrations 
by artists for possible publication 
elsewhere. 
Anyone interested in bridging the 
literary and visual arts gap with 
ideas about what could be done, 
please contact Pat Olson and 
Elizabeth Erikson. If you are 
interested in becoming a member of 
the Loft, send $15.00 for a single 
membership or $25.00 for a family 
membership to The Loft, 3200 Chicago 
Avenue S., Mpls., MN 55407. Members 
will get discounts on admission fees 
to readings, classes, workshops and 
other events. 
W E L C O M E 
Take a look at the WARM billboard at 
6th and Hennepin, downtown Mpls., 
welcoming the Hennepin Center for 
the Arts. Thanks to the Dayton-
Hudson Foundation for providing the 
funds to design and paint it. 
24 
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SUPPORT, CONNECTEDNESS, AND SURVIVAL 
THE WOMEN'S ART WEEKEND 
by Roseanne Sullivan 
Some Minneapolis women artists got 
together, called themselves the Women's 
Art Alliance, and put together a Women's 
Art Weekend at the end of September, 
fat the College of Art and Design. 
_This article is about the things that 
stood out for me at some of the events 
I attended. 
25 
My orientation isn't political. It's 
personal. What I experienced personally 
during the Women's Art Weekend was an 
easing of the tension of trying to 
define myself as an artist, a writer, 
and a woman in a part of the country 
where I've found very little support. 
From this perspective, what I saw 
happening was the continued growth 
of a network that has been developing 
gradually in the Twin Cities--a network 
of support and encouragement between 
women artists. WARM gallery is the 
result of one such network. The Women's 
Art Alliance came together because 
they wanted a larger network, more 
encouragement, and opportunities for 
a wider number of women. 
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The weekend provided the structure 
for this wider network. Women artists 
came and made themselves known to 
one another, and they strengthened 
these connections. Some of the results 
of the energy generated by the weekend 
already exist. Two ways this energy 
continues are that the Women's Art 
Alliance has had at least one meeting 
to plan more collective actions, and 
a women's support group has begun 
to meet regularly at the MCAD. 
The first workshop I attended was 
Cultural Identification and Acceptance 
In Dominant Culture. Ruth Voight, 
the leader of the workshop, is an 
anthropologist, and a Stockbridge/Ute 
Indian. The two cultures she focused 
on were the dominant "Anglo" and the 
subordinate "Tribal" cultures in North 
America. Often the differences were 
comparable to those of Male and Female 
roles in this society. 
The "white, Anglo, Christian, Greco-
Roman, patriarchal, exclusive" society 
was contrasted with the Indian, Tribal, 
poly-theistic, inclusive,matrilineal 
(if not matriarchal), sub-ordinate 
society. In Voight's comparisons, 
the Anglo culture was said to project 
a belief that all aspects of life can 
and should be articulated, that all 
statements are open to critique, and 
that while everyone should fit into 
the mainstream, a person should 
develop his own way. This society, 
she continued to note, promotes an 
ethic of confrontation and attack 
when faced with a problem. 
The Tribal ethic seems to be that 
life cannot be articulated, but that 
it can be understood nonverbally, 
and that instead of analyzing every-
thing given or stated, one should 
simply take things as they are 
with an attitude of acceptance. An 
example of this observation is that 
the Tribal attitude is one of courteous-
ness and a desire to avoid tension 
and confrontation--at least until 
the appropriate moment arrives to 
handle a specific problem. 
In the picture that emerged from these 
observations the Anglo culture appeared 
to be exclusive and individualistic; 
the Tribal system seemed to be inclusive, 
oroviding lots of support for 
the individual by intense tribal 
relatedness. In the last analysis, 
the tribal system is presented as 
the most nurturing of the two systems, 
the most stereotypically female of 
the two. 
This last factor may be due to the 
religious relationship the Tribal 
culture has to the land. To Native 
Americans, the earth is a female, 
and the land gives life. 
The thing that brought these academic, 
anthropological observations to life 
was the story shared by one of the 
women attending the workshop, Kathleen 
Westcott. She is an Ojibway woman 
artist who was once a student at the 
Minneapolis College of Art and Design 
(MCAD). Her problem was not exclu-
sively an Indian one, but her solutio~. 
relates to the support-system her 
'Indian culture provides. 
At the MCAD, Westcott encountered 
the specifically female problem she 
describes as, "Women who have a feminine 
presence are viewed sexually instead 
of any other way." She told us that 
she wore dresses a lot, and that one 
of her professors graded her work 
down because, from his point of view, 
she was only at the MCAD to catch 
a man. Another teacher, a woman, 
went to bat for her, armed with the 
fact that Wescott's work, by objective 
standards, was as good as the work 
of male students getting much higher 
grades. But the male teacher was 
reluctant to back down from what the 
woman teacher called his "unprofessional 
stance." 
This and other incidents of sexism 
at the MCAD led Westcott to eventually 
drop out. She went back to the tribal 
support system, which she had found 
to be limiting before. After what 
she'd experienced in Anglo culture, 
she was willing to trade off independence 
for a sense of belonging and encourage-
ment--things she found essential for 
her own personal survival. 26 
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Another workshop participant, a black 
woman, talked about how her life as 
an artist has been enriched by her 
association with other black women 
who also make art. They encourage 
one another and are planning to exhibit 
together. This helps give her the 
motivation she needs to work on her 
art in the middle of other conflicting 
obligations in her life as teacher, 
graphic-designer, and mother. 
In the middle of Saturday, there was 
a panel discussion titled Special 
Issues of Oppressed Groups. The 
planners of the Weekend wanted to 
make sure that all types of women 
artists were represented, to counteract 
the dominance of white, middle-class 
women artists. 
So, the panel included a Chicana, 
a partly-paralyzed woman, a black 
woman, an Indian woman, a lesbian, 
a working-class woman, a Jewish woman, 
and a 11 token 11 middle-class woman (who 
voiced her resentment during the discus-
sion about some of the negative general-
izations which were being made about 
11 middle-class women artists 11 ). 
Most of the participants on the panel 
said, in one way or another, that 
they had turned to their own group 
(black, working-class, lesbian, etc.) 
for strength and a feeling of connected-
ness which helped provide a sense 
of identity enabling them to survive 
as artists. 
YANIJAR.Y 
During the Weekend, I heard women 
artists saying that they had found 
these supportive connections most 
often within their own sub-culture 
or group. But, I think that others 
shared~ experience of becoming more 
aware of how much I need these 
connections with other women artists 
in general in order to function fully. 
As we shared experiences new supportive 
connections were tentatively formed 
outside the limits of individual 
cultural backgrounds. These connections 
are in the broader common ground of 
our creativity, of our femaleness, 
and ultimately of our humanity. 
It helped me a lot to see that the 
problems I have aren't mine alone, 
but generally those of creative women 
as a group. I was excited to see 
and talk with other women who continue 
to make art in the face of these 
problems. 
F'E BRLJ AR.'{ I 5 
cs-r. PAVL STUDENT CENTER ~ALLER.VS 
BUFORD 
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CALENDAR 1980 
5 Satu~day, 9 a.m. Gallery Members' Meeting. 26 Saturday, 7-10 p.m. Opening of Vesna Kittleson, Joyce Lyon and Susan 
McDonald Show. Continues through 
February 23. 
6 Sunday .2-+~P.rtl- Opening of Diane McLeod's show,' "Self Portraits -
Past & .Present" at Minnetonka Art 
Center East. 
8 Tuesday, 7:30 p.m. Associate Members' Meeting ~:____,,=:::-.__ JAN. 
2 Saturday, 9 a.m. Gallery Members' Meeting. 14 Thursday, 7: 30 p.m. Valentine's Day Feminist Poetry Reading at the gallery. 
4 Monday evening Discussion of Kittleson, Lyon and McDonald show. Call gallery 
for details. 
5 Tuesday, 7:30 p.m. Associate Members' Meeting. 
FEB. 
1 Saturday, 9 a.m. Gallery Members' Meeting. 13 Tuesday, 7 p.m. Discussion of Doyle and Towle show. 
1 Saturday, 8-10 p.m. Opening of Cherie Doyle and Alice Towle show. Continues ~~~ 
4 ~:::~::, M; ~:: :~ ~. Associate Members ' f::-;/~ ~ 
Meeting. r,~~~~ MAR. 
\ 
1 Tuesday, 7:30 p.m. Associate M~mbers, 12Saturday, 7-10 p.m. Opening for Kraskin Meeting. and Visscher show. / 
5 Saturday, 9 a.m. Gallery Members' Meeting. 
5 Saturday, 12 noon First day of Sandra Kraskin and Jantje Visscher show. 
Continues through May 3. 
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